The recent television 'rediscovery' of a small cohort of 1950s British 3D films (and the producers who made them) has offered a new route into considering how the historical stories told about 3D film have focused almost exclusively on the American experience, eliding other national contexts. This article challenges both the partiality of existing academic histories of 3D, and the specific popular media narratives that have been constructed around the British 3D pioneers. Offering a rebuttal of those narratives and an expansion of them based around primary archival research, the article considers how the British 3D company Stereo Techniques created a different business and production model based around non-fiction short 3D films that stand in contrast to the accepted view of 3D as an American feature film novelty. Through an exploration of the depiction (and absence) of these 3D pioneers from existing media histories, the article argues for a revision to both 3D studies and British cinema history.
Stereoscopic feature-making is really just getting into effective stride... Britain has been a pioneer in this medium... The technical excellence of British stereoscopic photography has already been proved in a number of shorts and featurettes.
( Kinematograph Weekly 1953a: 29) Between 1951 and 1955, British stereoscopic production company Stereo Techniques produced around 20 short 3D films and one feature (see Table 1 ). These films included 'the first 3D travelogue, the first ballet film, the first animated cartoon, the first sports film, the first newsreel, the first 3D advertising film, and so on' (Smith 1993) ; they played to full theatres and broke box-office records when they were shown across Britain, and were successfully distributed and exhibited across Europe, including screenings in Amsterdam, Berlin, Brussels, Copenhagen, and Paris, and several cities in the United States. With an apparently solid financial, aesthetic and technological reputation, these films -and Stereo Techniques, the company that made and distributed them -might be expected to represent a key moment in 3D history. Yet they remain a largely unknown element within the history of stereoscopic 3D, overshadowed by the American features that dominated the mid-1950s. i This article, then, is in part an attempt to redress that balance and, in conjunction with other recent work on these films and time period (Easen 2003; Johnston 2011 Johnston , 2012 Johnston , 2015 , it seeks to offer a historical and critical reappraisal of their content and production history. To aid this attempt at reclamation, the article will also critically appraise a series of 3D histories and overviews that have elided or provided specific historic stories about the British 3D experiments. As such, the article is an exercise in both historiography and historiophoty, considering the 'processes of condensation, displacement, symbolisation, and qualification' (White 1986 (White , 1194 found in two filmed documentaries (The Queen in 3-D (Channel 4, 2009) and Trevor McDonald's Queen & Country (Sky 3D, 2012) and three written sources (Hal Morgan and Daniel Symmes' Amazing 3-D (1982) , R.M. Hayes' 3-D Movies: A History and Filmography of Stereoscopic Cinema (1989) and Ray Zone's Stereoscopic Cinema and the Origins of 3-D Film (2007) . These five sources reveal the creation of two similar limited stories about the British 3D pioneers and their place within the broader sweep of stereoscopic 3D history: stories that the article will challenge by developing and presenting alternative archival evidence from a range of primary sources designed to give a more rounded account of the 1950s British 3D. While the focus of the article necessarily falls on the engineers, producers, and filmmakers involved in these British experiments, it is not a study of the specific stereoscopic technologies, patents or camera rigs created. That is not to reduce the importance of the different mechanical set-ups that were created and designed by these individuals but it allows the article to bypasses issues of mechanical patents and theoretical equations in favour of a closer examination of the absence of these men (and they are all men) and this company from film history. That absence occurs across different categories within media studies: British media history has little or no mention of British 3D innovation; technological media histories focus on 3D as a recurring (American) failure obsessed with gimmickry; while recent discussions of digital 3D media pass over analogue 3D film as if it were the black sheep of the family, anathema to the continued success of the current digital stereoscopic boom.
The elision of the British pioneers can, in part, be linked to Stereo Techniques' choice of production material. Short films, often documentary or artistic in nature, were chosen as subjects rather than a feature film project: the status of the feature vs. the short film in film studies more generally already reduces the focus on such work. Yet such explanations reveal only one facet of this absence. While the British film industry has successfully promoted its technical abilities in camerawork, special effects, and production design, technological skill has rarely featured in British cinema studies; equally, while 3D may have claimed to expand realism, its popular and scholarly reputation is based more around visual breaches of the zaxis, exploiting negative parallax to project objects 'out' of the screen and into the audience.
This sense of 3D technology offering spectacular attractions has clashed with the preferred reputation of British cinema as social realist and restrained. To borrow a famous phrase from British cinema history, stereoscopic 3D has arguably been seen as containing too much tinsel, and not enough realism.
Britain's absence from stereoscopic 3D history is also an issue around the reluctance of the academy and popular discourse to take 3D seriously as a historical topic and contemporary fact within current media industries. Although significant academic work has recently considered the place of digital 3D in film production, exhibition and aesthetics (Acland 2010; Elsaesser 2012; Higgins 2012; Purse 2013; Ross 2015; Tryon 2012) In place of technological innovation by talented engineers and filmmakers, the Describing the films as newsreels is also an inaccurate labelling, since only two of the Stereo Techniques' films fit that broad definition. As noted in the historical rigour, but it offers a more positive and informed depiction than other popular historical sources. One of the first book-length studies of 3D (Morgan and Symmes 1982) attempted to revise the wider lack of historical work on the technology through a cross-media approach that explores the place of 3D in popular culture, including Victorian stereography, allows the article to reflect on the issues inherent in such construction (not least the gaps that remain in the historical record), and its departure from the broader overviews discussed above. It is the contention of this article that this alternative narrative is a necessary step to challenge and understand the stories found in those programmes, which presented British 3D as a shambolic, quaint and naive cottage industry subsumed by America and forgotten by history. While that reclamation and revision has begun elsewhere, notably around exhibition (Johnston 2011 ) and the aesthetics of 3D landscape (Johnston 2015) , this article's focus remains on the personal and industrial context of British stereoscopic filmmaking: the men who helped set the 1950s 3D boom rolling, the companies they established, and the films they produced. While these materials are dominated by men, it is not the intention of the article to replace the existing partial narratives with a 'Great Man' theory of history, but to suggest ways in which these historical sources necessarily complicate the linear histories that exist.
Raymond Spottiswoode (1913 Spottiswoode ( -1971 Given its expertise in screen installation, projectionist training, projector synchronisation, and distribution of prints within Britain and across Europe, Stereo
Techniques has to be understood as more than just a production house. Yet its success within the historical record rests on three elements: the artistic and technical quality of the films it made, the financial success of the films and company, and (perhaps most problematically) the impact Stereo Techniques had on the future success of 1950s 3D in America. As the opening epigram from Kinematograph Weekly suggests, the British 3D short films had displayed 'technical excellence' (Kine Weekly 1953a: 29) , while their aesthetic content had been hailed for its attempt to enhance realism (and restrict the usage of negative parallax) yet criticised for not embracing the world of the feature film and presenting star images (Johnston 2012) .
Financially, the company followed a 'conservative, very British... nothing too ambitious' policy (Smith 1993) , but tended to make its money back on the films: The Black Swan, for example, which adapted a short sequence from Swan Lake featuring ballerina Beryl Grey, recouped its production costs in nine months (Brunel 1953: 230) . Although aiming at a vertically integrated model, Stereo Techniques was reliant on a distribution and exhibition approach that required a programme of four to five short films to be packaged together: so the initial outlay (although shared with partners) was higher. Ironically, the initial success of the Cigarettes, benefitted from this wider exposure and several critics commented it was better than the film it preceded (Johnston 2012) .
The relationship between Stereo Techniques and the subsequent American revival of 3D is more uncertain but also historically disingenuous. Hayes (1989) and Zone ( The search for influence or specific temporal relationship highlights the same fallacy 
Conclusion
The past is real enough. But the stories we tell about it are constructions... no amount of looking at the past can tell us whether we should pursue explanation or interpretation, or both (Munz 1997: 867) In pre-2010 film history, stereoscopic 3D rated little more than a brief note, a cautionary tale Techniques produced between 20 and 25 short films, and one feature, that were seen around the world; the founders offered new approaches to existing formats and genres, arguably across a wider range than the features that followed; the documentary films produced attempted to balance competing issues of social realism and visual spectacle; and, as engineers, they designed and developed the most advanced 3D cameras of the period. While the article has remained conscious of overemphasising the contribution of one company within the wider scope of 3D history (and ignoring other experimenters of the period such as British filmmaker Leslie Dudley), it has underlined the importance of understanding the specificity (and complexity) over the desire for a broad master narrative.
Histories of technology have to be conscious that technology itself 'is not neutral or spontaneous but is a product of social and economic circumstances and only secondarily of Russian experiments that preceded them.
ii The information in this table is drawn from a variety of sources, including the credits of the individual films (where available), Hayes (1989) , Smith (1987 Smith ( , 1993 
